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ABSTRACT

The article proposes new concepts of dramaturgical thinking for baby
theatre productions. With an arts-based research approach, allowing insider
perspectives of the artmaking process to come forth, the authors, who are the
director and dramaturge of the performance Baby Becomings by Teater Fot,
discuss different concepts of postdramatic dramaturgical aspects in relation to
the work. By adapting Donna Haraway’s theories of sympoiesis and science
art worldings as a theoretical framework, the article explores how Haraway’s
philosophy serves both as artistic inspiration and provides new concepts for
dramaturgical reflection. The authors ask how posthumanist and sympoietic
perspectives connect to postdramatic dramaturgy and wish to propose a
posthumanist dramaturgy of sympoietic worlding in theatre for babies.
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Baby Becomings
Towards a Dramaturgy of Sympoietic Worlding

Introduction

Baby theatre is an emergent field of artistic practice since the millennium,
which has spread worldwide during the last decade. It is an interdisciplinary
artform based on the affective and sensuous languages of music, dance,
materials, and objects.’ Research on the topic points to the relational, social,
and participatory aspects of this artform,? having a connection to performative
aesthetics® and postdramatic dramaturgies.* In this article, we propose that
the inclusion of babies in theatre culture, addressing the audience without
verbal language, connects with the posthumanist® perspectives of our times. In
order to make a performance for babies, we adapt and attune ourselves to the
babies” interests and ways of communicating. Attentive affective attunement
is a mode of improvising and requires a dramaturgical strategy of co-creation
or, what we wish to name, sympoiesis.

This paper presents an artistic work of baby theatre, Baby Becomings by
Teater Fot,® that investigates performative aspects of posthumanism within an
established postdramatic dramaturgy of baby theatre. The performance theme
is becoming, as creative transformation, and plays with the relation between
humans and animals, and the spaces in between those well-known categories.
The performance deals with the cultural hierarchy of human supremacy and
anthropocentrism of life on Earth by trying to take perspectives from other
species through physical theatre and dance movements. The performance
thus creates unknown species using textile materials of scenography and
costumes together with movements by actors, animated objects and puppets,

Hovik 2019a; van de Water 2012.

Lehmann & Reich 2007; Warteman 2009; White 2013; Nagel & Hovik 2016.

Bohnisch 2010; Fischer-Lichte 2008.

Fletcher-Watson 2013, 2016; H.-T. Lehmann 2006.

Posthumanism is a broad and complex term. In this article we will restrict our definition to
Haraway’s conception of the term and focus on her philosophy of decentering human supremacy
within the anthropocentrism of western cultures and politics.

6 Teater Fot 2020.

AP wON -

100



Baby Becomings

live music and sounds. The 35 minute timespan of the performance aims to
give an experience of the creative ongoing transformations of natural life on
Earth, but instead of mourning the separation of nature from culture, the
performance tries to bring the artforms in nature’ (back) into the theatre space.
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Fig. 1: The Anemones. Photo: Andrea Haugerud Hovik

The performance Baby Becomings is part of the artistic research project
Neither Fish nor Fowl,® which consists of theatre making (one version for
babies 0-2 and one for 3-5-year-olds), film making performances, workshops,
and writing. The artistic idea of Baby Becomings has been to make an
experience for babies that is not fixed in a pre-composed verbal narrative, nor
providing a free playing installation space, but to make a performance that
connects to the babies” sensuous ways of knowing, in different non-verbal,
musical, and affective ways. The title, Neither Fish nor Fowl, might sound blurry
and unfocused, but is meant to challenge our way of thinking in categories.
Through the gaze of a human baby, in a pre-verbal sensuous approach, our
connection to birds, fish, or unknown species becomes more obvious and
accessible. Baby Becomings has been performed in many different versions

7 Haeckel 1899-1904.
8 Hovik 2018.
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and thus it cannot be regarded as a fixed product or art object. Rather, it is an
artwork which is more like an ongoing process of investigation. Consequently,
we will mainly refer to the overall dramaturgical structure of the work with
examples from the research process documentation.®

Theory and research questions

Based on artistic research in Theatre for Early Years (TEY), our study relies
on theories of performative and relational aesthetics as a common ground
between art theory and social/pedagogical perspectives.’ With dramaturgical
concepts, strategies, structure, and intentions from the performance Baby
Becomings as our reference, the postdramatic theatre is a starting point for
our investigation. We understand the postdramatic as an attempt to equalize
the means of theatre by decentering the text-based narrative, using non-
hierarchical, inclusive, participatory or immersive strategies. Baby Becomings
will be our example of how the different artforms of theatre (music, voice,
visuals, materiality, movements) merge into sympoietic entanglements. We
believe that highlighting the multi/trans/inter/intra disciplinarity' of baby theatre
might be of interest for the TEY field in general, but our main contribution will
be the philosophical ideas based on posthumanist perspectives, and the way
in which these ideas materialize.

Our theoretical entrance to dramaturgical conversations as director and
dramaturge of this artistic work has been conceptual, with an understanding
of affect and becoming,'? worlding and sympoiesis' as guiding principles.
Inspired by the onto-epistemology of Donna Haraway,' we believe that
knowledge and art are deeply connected, and that theatre can be a space
for thinking with material and virtual becomings. Haraway’s philosophy of
sympoietic science art worlding' describes the transformative ongoingness
of life and creation on Earth, in both biology and the arts. She connects to the
Deleuze & Guattarian idea of becoming in a rhizomatic creative process of
ongoing new connections.'® The title, Baby Becomings, points at the creative
process of ongoingness, and how new beginnings and transformations
characterize this specific dramaturgical work. We have been thinking together
with Haraway’s ecological philosophies in our dramaturgical investigation
of posthumanist perspectives of baby theatre. Having in mind that TEY is
influenced by postdramatic theory and performative aesthetics,' we will ask

9 The artistic research process of Neither Fish nor Fowl is documented as an exposition in the
database of artistic research; Research Catalogue, Hovik 2018.

10 Fischer-Lichte 2008; Bourriaud 2007; Jackson 2011.

11 There are different aspects and concepts of what it means to work across artforms;
simultaneously (multi), intertwined (trans), back and forth (inter) or mutual dependent (intra). For a
discussion of the differences, see Jensenius 2012.

12 Deleuze & Guattari 1991, 2013.

13 Haraway 2016.

14  Ibid.

15 Haraway 2016, 71.

16 Deleuze & Guattari, 2013.

17 Fischer-Lichte 2008; Lehmann 2006.
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in which ways the postdramatic theatre connects with ideas and philosophies
of posthumanism. We will ask how the post- perspectives, still taking human
supremacy as a given point of departure, might be an anthropocentric dead
end in “times of trouble”."® Erika Fischer-Lichte’s famous concept of the
autopoietic feedback loop describes the relation between the actor and the
spectator (or collectively, between actors and the audience).’™ We read this
as a model of interaction where the human “species” is given priority. The
posthumanist perspective points to the fact that humans always occupy the
centre, and this anthropocentrism keeps the human drama in the centre of the
theatre universe. Taking posthumanist philosophy into account will deconstruct
the human drama, but it is unclear what will be alternative constructions.
In Baby Becomings we explore the drama of becoming and characters in-
between defined categories of species to search for new lines of thought
in a dramaturgical sense that might open up some spaces of creation and
discovery. Thus, our overarching research question will be:

The baby theatre piece “Baby Becomings” is postdramatic by definition.
How can we connect the postdramatic with a posthumanist dramaturgy of
sympoietic worlding in theatre for babies?

Methods

Our theoretical approach connects to post qualitative and performative
inquiry.2® This means that our artistic ‘insider’ perspectives are present and
critical of the separation of the subject/researcher and object/art relation
of traditional qualitative research. Our methods of artistic research in Baby
Becomings were based in our art practice of directing, scenographic work, and
dramaturgical reflection together with the performers.?' Our research material
was the creative process itself though guided by theory and philosophy
from the initial idea of the performance, through the many stages of artistic
research, until the writing process of this article.

Together with taped research conversations and documentary films from
rehearsals and performances, we are now looking back at the process and
its results. Turning back, we see that the practical and theoretical work has
been blurred and intertwined during the artistic processes, with an emphasis
on theory in the beginning and at the end of the process, an alternation that
is common in this kind of research process. This shifting focus connects with
artistic research topology,? and points to the necessary movements between
art material, theory, philosophy, and writing in the art making process.

A similar oscillation between theory and practice is seen below. After a brief
introduction to the scenography, into which the babies are invited, and a
presentation of the underlying theoretical concepts, we develop the argument

18 Haraway 2016, 44.

19 Fischer-Lichte 2008.

20 Ostern & Knudsen 2019; Fels 2012.
21 Hovik 2019b.

22 Nyrnes 2006.
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in two steps. After a brief discussion of existing dramaturgical models and their
relevance in theatre for babies, we move on to explore the idea of a
posthumanist dramaturgy of sympoietic worlding.

Fig. 2: Lifting and flying the Paper World. Photo: Dag Arve Forbergskog

Scenographic worldings

The plateau in Deleuze & Guattari's A Thousand Plateaus? is a metaphor in
a philosophical and abstract sense, but at the same time, it is possible to read
this philosophy as an invitation to creative and artistic expressions. In Baby
Becomings, the philosophical inspiration was given a very concrete expression
with five plateaus in a 3 x 3 m square scenographic shape. A flat territory was
demarcated by scenographic materials, layer by layer, with 1-meter of distance
to the children /audience sitting around on all four sides of the square. The
four corners were occupied by musicians and actors, with one or two corners
available for entrance and exit.?* (Fig. 2.) On top of each plateau, strange life
forms/weird animals/odd creatures performed. Each layer of material was
connected to specific emotional affects and basic feelings like happiness,
fear, and curiosity. The affective expressions were composed and mixed with

23 Deleuze & Guattari 2013.
24 The performance can be played by one or two actors, and two or three musicians.
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connected layers of singing and drumming. During the performance, layers
were uncovered by the actors in different ways; unveiled, eaten, flown up and
away, packed, waved away, dug out. In this way, the five plateaus of Baby
Becomings can be described as affective becoming of five different sympoietic

worldings.
_ Material Affect Music Action
1.The Black cloth with Love Baroque-inspired Mirroring
Multiverse white dots composition
Echoing
2. Paper world Strong brown paper | Greed Flutes & bird sounds | Eating
3. African world | Orange printed Happiness | Rhythmic drumming | Dancing
textile & singing
4. The Ocean Blue silk Longing Melancholic chorus Flying fishes
5. The Seabed Woolen plaids Sadness Singing, strings Participation

Table 1. Dramaturgical Script

Postdramatic dramaturgical models of relevance to TEY

Bearing in mind that young children experience the world through their
senses, we turned to well-known postdramatic dramaturgical tools such as
ritual and play, the technologically driven model of video games, and the
biological and philosophical model of the rhizome. The existing models were
used as a springboard for reflection in order to develop our own suggestion of
dramaturgical sympoietic worlding as a tool in theatre for babies.

Ritual and play

Inviting the audience to sit in a square, facing each other, reminds one of
a ritual setting and the magic circle of play where the transformative act is
supposed to be witnessed.? In Baby Becomings the babies witnessed the
theatrical transformations going on, and in the end they were invited to
play and to continue discovering treasures on the seabed. This happened,
however, without any intention of transformation of the participants. Instead,
the focus was on having a common art experience and opening a space for
babies and adults to play together. The Seabed of woolen plaids was a safe
and inviting environment with playful flat figures inhabiting the space, inviting
the audience to a calm world of peaceful playing and sharing. (See Fig. 3)

25 Huizinga 1971; Turner 1982, 1988.
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Fig. 3. Playing at the Seabed. Photo: Dag Arve Forbergskog.

The musical refrain was an integrated part of the ritual structure of Baby
Becomings. The refrain is a well-known way for parents to comfort the
baby from the very beginning of baby life. The refrain is also, according to
Deleuze & Guattari, a structure of becoming.?® The animals’ framing of their
territory, and the demarcation of habitat often comes together with sounds
and the repetition of sounds. In animal life there might be a building of a
safe centre like a nest, a cave, a house, and then, a possibility of opening
up and connecting with a mate or communicating with the surrounding
world or the cosmos.?”

In Baby Becomings we framed out the territory, we sang and repeated
sounds to ensure a safe and playful environment, and we invited the babies
to explore for themselves. The free playing session at the end opened up
for new beginnings. These were some of the ritual elements activated in
Baby Becomings.

26 Deleuze & Guattari 2005.
27 Ibid., 397.
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Video games
The dramaturgy of video games often builds on the mythical journey of
a hero. The game will follow an avatar who has to pass different quests
and levels on the screen, and in this way progresses slowly but steadily
towards a goal. Often, the movement direction is from left to right, but
the hero almost always searches for gateways from one level to the next.
Each level offers different actions, shows different elements, and forces
the player to attune to its logic. Video games constitute complex worlds
composed of many different sub-worlds and transitions.?®

We find some resemblances in Baby Becomings with its composition of
many consequential worlds/levels, very different from each other, but still
able to offer a unique experience within a clearly defined concept.?® The five
material plateaus follow the same structure as the levels of a video game
and offer the same kind of world experiences, except for the liveness* of
materiality. Moreover, in Baby Becomings, the movement is downwards,
reminding of an archeological excavation, layer by layer down to the
bottom of the seabed where the treasures are hidden. The transition from
one plateau to the next comes together with a changing of creatures that
inhabit each world, and with movements, sounds and music that change
accordingly. Thus, a changing world logic is applied to each of the worlds
similar to the worlds of video games. The cues for change and transitions
are hidden in the synchronized movements of materials and musical
composition. However, rather than the classical adventurous journey of the
hero towards a goal, the worlds of Baby Becomings contained a multitude
of unpredictable possibilities of movements and playful connections that
occurred In Real (material) Life.

A thousand plateaus

In Baby Becomings, the movement and singing through different worlds
worked as an overarching structure that underlined the ritual and gaming
aspects of the performance. The transformations between the plateaus
became a (ritual) refrain of passing from one level to the next. Yet, the
liveness and the bodily material presence eliminated the predictable and
rigorous structure of ritual and games. Instead, the performance opened
up towards the playful and improvised present moment of being and
becoming together.

In each of the worlds, there were materials, songs, rhythms, and
movements which were affected by each other and synchronized in
different ways in the present moment. In this way, the material movements
and musical improvisations were not only objects for sensuous exploration
but became agents themselves. As material agents they were playing
together: musicians, musical instruments, music, movements, human
bodies, costumes, objects, puppets, textiles, air, light, space, voices,

28 Salen & Zimmerman 2003.
29 Montola, Sternos & Waern 2009.
30 Auslander 2008.
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babies, adult companions, and so on.?' The combinations were sometimes
unexpected and surprising, especially when affected by the babies’ curiosity,
interactivity, and intra-actions. Thinking within the frame of posthumanist
agential realism,®? these entanglements of the material world invited us to
search for non-human perspectives of dramaturgy. New materialism invited
us to ‘meet the universe halfway’ (to use Karen Barad’s expression)®, and
to recognize the agencies of non-living and non-human actors in the world
and of the stage. Still, the babies’ lively contributions and our animalistic
acting experimentations called for a more organic dramaturgical model.

Rhizome

The philosophical (non-) structure of the rhizome, which is a kind of
biological organism, is not vertical like a tree, but horizontal and flat with
a connecting organic network of roots, similar to the root and procreation
systems of grass and fungi. The rhizome presented by Deleuze & Guattari
is a manifold alternative to the unity of a tree. Rhizomes spread out in a flat
(not hierarchic) way and make connections in every direction, endlessly.
The rhizome as a dramaturgical model thus connects to the ongoing
transformative progress in our performance. The rhizomatic connections,
made in one moment of the timespan, transform into a different set of
connections in the next.

Working with the Baby Becomings performance dramaturgy, we noticed
how non-verbal languages like music, movements, costumes, and materials
connected, interplayed, and synchronized during our improvisations. The
careful structuring of transformations between the different worlds became
crucial dramaturgical nodes in the ongoing connections across the artforms.
The ongoing process of new becomings (both inside the performance and
between different versions of the performance) also resembled the ever-
growing connections of a rhizomatic structure.?*

Looking closer at the transformative and ever-changing world-making of
this piece, the rhizomatic model pointed to the way in which progressive
connections are made but did not account for the material differences
between modes or artforms. The multimodality and interplay between the
artforms, and the manner in which the material languages of music, visuals,
movements, and sounds actually connected across their differences, called
for yet another way of thinking. The communicative interplaying aspect, not
only inside a specific system, but between different disciplines, languages,
and systems, was what characterized the inter/intra disciplinary dramaturgy
of Baby Becomings.

31 Taguchi 2012.

32 Agential realism is a term from Karen Barad (2003), pointing to the significance of matter in
opposition or addition to the linguistic and constructivist perspectives in science studies.

33 Meeting the Universe Halfway (2007) is a widely known contribution to the natural sciences,
social sciences, and the humanities by theoretical physicist and feminist theorist Karen Barad.
34 Deleuze & Guattari 2013.
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A dramaturgy of sympoietic worlding

In this section we will introduce the key theoretical ideas that inform our notion
of dramaturgical sympoietic worlding followed by a discussion of the term in
relation to Baby Becomings.

Poiesis - autopoiesis - sympoiesis

Sympoiesis is (as far as we know) not an established concept in dramaturgical
theory, even if the poiesis of theatre goes back to the very origin of European
theatre as an artform. We have borrowed the concept sympoiesis from Donna
Haraway, who in turn refers to Beth Dempster (1998), suggesting the term in
contrast to autopoietic self-producing autonomous systems within environmental
studies.?®

Aristotle writes in the Poetics®*® about the art of composing dramatic
theatre. This theory is based on the poetry of verbal language, though
deeply connected with the other arts of the dithyrambe (music, dance)
through rhythm, choir etc. The concept of poiesis, meaning "making,
creation, production®” of theatre, as it manifests in the Poetics, has a long
history of being the dramaturgy of theatre. Postdramatic poiesis contradicts
this poetics, and the supremacy of written poetry. In this section we will
suggest how the dramaturgy of postdramatic poiesis can connect with
Donna Haraway’s philosophy.

In her latest work, “Staying with the Trouble” (2016),% Haraway proposes
new ways of thinking and becoming together with other species in an
ongoing process of sympoiesis or co-creation.?*® In her view, humans are
not exceptional beings, but equal to every other species on our planet,
in an ongoing rearrangement of cells, organisms, microbes, and earthly
compost. We eat and are eaten, we infect and become infected, we affect
and become affected by one another in a process of ongoing creation or
sympoiesis. Haraway’s conception of sympoietic becoming is in dialogue
with autopoiesis, which in biology and environmental studies refers to a
system capable of reproducing and maintaining itself. Autopoietic units
tend to be centrally controlled, homeostatic, and predictable.*° In biology,
human beings have been defined as autopoietic systems, and social
sciences have theorized for example schools, prisons or the art society as
autopoietic units.*' In theatre, the feedback-loop of Erika Fischer-Lichte’s
performative aesthetics*? is a well-known theory of autopoiesis. This self-
referential system of response and feedback between actors and audience
produces and reproduces itself in an autopoietic loop of what she calls co-

35 Haraway, 2016, 61.

36 Aristotle 1970.

37 Aristotle, 1970: Troinoig (poiesis), meaning ‘creation, production’.

38 Haraway 2016.

39 Ibid., 58.

40 Beth Dempster 1998 in Haraway 2016, 61.

41 Autopoiesis has been applied to the fields of cognition, systems theory, and sociology by
Niklas Luhmann and others.

42 Fischer-Lichte 2008.
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presence.

Following Haraway, sympoietic systems are, on the contrary, “collectively
producing systems that do not have self-defined spatial or temporal
boundaries. Information and control are distributed among its components.
The systems are evolutionary and have the potential for surprising
change”.®® She argues that we can no longer think in terms of autopoietic
systems, and that sympoietic understandings are necessary to think with
both human and nonhuman ecologies, evolution, and development. What
is interesting in our dramaturgical perspective is that Haraway’s ecological
philosophy also works with history, affects, performances, technologies,
and more.* She calls for science art worldings*® as sympoietic practices
for living on a damaged planet. Artistic practice is for Haraway a site for
alternative stories as opposed to deconstructing existing structures, a site
for imagining, feeling, and even rehearsing new worldings.

So, what would be the sympoiesis of theatre making? We are aware that
sympoiesis is not a concept well established in the field of art theory, but
we find that the creative processes of artmaking are in general compatible
with the conception of sympoiesis in many ways. Theatre is never a work
by one artist, or one art discipline. There will be sympoiesis in coproduction
and collective creative processes of assemblage, where all artforms merge
and play together. This happens not only in theatre making, but also in
performance events. Sympoiesis might be understood as a process of
collective worldmaking or worlding through the arts.

Science art worlding

According to Haraway’s science art worlding, artists collaborate with
scientists to be able to imagine new worlds together. Donna Haraway’s
worlding proposes that the world is not a closed, static entity separated
from humans, but being made and reproduced continuously by us. She
borrows the term “worlding” from the philosopher Martin Heidegger who, in
his work Being and Time*®, turned the noun “world” into a verb “worlding”
to stress its openness and performativity. Haraway’s worlding turns against
the anthropocentrism of Heidegger by connecting to the idea of multispecies
entanglement.*” In her view, there is no one species more important than
the other, but all species play an important role due to how they are deeply
entangled in complex relations with one another. If we want to care for
life in the world, we need to improve our entanglements: that is, having
relations that are democratic and balanced, based more on symbiosis and
less on competition. Being entangled can be both conflicting and painful,
but rather than withdrawing from relations or ending them when interaction
becomes difficult, one needs to stay with the trouble and work on improving

43 Beth Dempster 1998 in Haraway 2016, 61.
44 Haraway 2016, 63.

45 Ibid., 71.

46 Heidegger 2007.

47 Haraway 2014.
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our relations with the species we are in contact with. In sum, worlding
refers to the co-operative and conflictual ways of world-making in which
different species interact with each other and with their surroundings.

How can we understand this theory within the arts? Haraway has a
deep interest in the arts as they are concerned with imaginative Science
Art Worldings for Staying with the Trouble.*® The arts projects which
she refers to problematize troublesome relations between species and
propose imaginative solutions for new ways of living with other species
in the future, also sometimes referred to as bio-art or bio-performance.*®
In addition to this kind of artwork, where species entanglements are the
topic, she is also interested in interdisciplinary art-processes, where we
find different collectives such as designers, visual artists, performers,
community activists, etc. working together in, what she calls, “sympoietic
collaborations”. We also see her engagement with the arts in how she has
incorporated it as an integral part of her academic work. In her writing,
she often uses artworks as case studies for her worlding theories;*° she
incorporates artistic strategies to her own public appearances,® and is
even involved with science fiction writing.52

In what ways has our baby performance Baby Becomings contributed
to the ways in which sympoietic entanglements of artforms, collaboration,
and worlding are performed? How can we sketch out a dramaturgy of
sympoietic worlding in theatre for very young children? We have chosen
to discuss three aspects of this (large) question; the question and role
of posthumanism within this specific postdramatic theatre context, the
sympoiesis of different artforms within performing arts for babies, and the
dramaturgical worlding of transformations, rhythm, and refrain.

Posthumanism and postdramatic theatre
Posthumanism is a term which points to a new understanding of humans
in relation to other species and to the material world as a whole, after or
beyond humanism.%® Looking at the connection between posthumanism and
the postdramatic theatre, we find the same aim of decentering the human
perspective. With the terms postdramatic and posthuman, humankind is still put
at the centre, but indicating that this centre has now shifted or been displaced.
The anthropocentrism of the term posthumanism is thus criticised by Haraway,
who prefers to talk about human relations with companion species instead of
talking about who is placed at the centre and who is placed at the periphery.%*
Following Haraway, the term posthumanism might be troublesome in light of
sympoietic entanglements with companion species.

Postdramatic approaches to theatre making indicate in the same way a

48 Haraway 2016, 71.

49 Zukauskaité 2019.

50 Patricia Piccinini (in Haraway 2014) and the Crochet Coral reef (in Haraway 2016)
51 Terranova 2016.

52 Haraway 1984, 2014.

53 Barad 2003, 2007.

54 Haraway 2016, 13.
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decentering of the dramatic text but keeping the human drama as the main
reference. Postdramatic theatres often have a focus on deconstructing
hierarchies where the text is the centre together with the character
(most often a human). The term postdramatic theatre was introduced
over 20 years ago in Germany,*® and is still widely used today to come
to terms with theatres that deconstruct dramatic texts, juxtapose all the
means of theatre, and resist classical categorization. In Baby Becomings,
baby humans are placed at the centre of attention instead of the adults,
prioritizing a vulnerable “species” instead of the stronger counterpart.
This deconstruction of traditional text-based theatre has already been
applied through postdramatic approaches, together with research in baby
theatre,%¢ and provides us with a relevant dramaturgical perspective to help
us think about Baby Becomings. Still, we feel the need to construct a new
sympoiesis based on a “more than human” set of thinking.

In Baby Becomings, there is no verbal storyline, and music leads the
action. There are no characters, and actors are playing in-between animal/
human/nature categories. There is no attempt to make a rational logic of
narration, but the co-creation or sympoiesis between acting, music, and
material transformations creates a kind of journey through different worlds.
We put forward a line of transformational logic based on the agency of
material and musical elements. This material transformation creates an
ongoing movement in time and space where the babies are welcome to
explore five different worlds, one after the other. The transitions between
the worlds add a sense of uncertainty and chaos, but once established
it becomes a new safe place for the babies to explore. We are not so
concerned with simultaneous action (which has been a typical postdramatic
(un)structure for years) but more with a carefully arranged ongoing
transformation or “becoming”. Improvisation through playful soundscapes,
repetitions, and imitation work as communicators with the babies, and
provide the feeling of story and development; the dramaturgy of ongoing
sympoietic worlding.

We have been working within philosophies of posthumanism, but we
cannot claim that we do not put the human baby at the centre of our
performance. In fact, this is the very reason for making baby theatre. Still,
we have challenged our adult human supremacy in a way that connects
with posthumanist ways of thinking. Babies are normally located at the
periphery of both the adult world and the art world. Placing this “species”
at the centre, we have created a format that appeals to them. In order to
make a performance for babies, we have attuned to them, and chosen
material and sensuous elements that are important in their world. Through
sound, movement, animals, objects, and puppets we create connections
and associations that correspond with babies” life experiences. Babies
are vulnerable and need to be cared for, just like any species in its early
stages should be cared for, but by searching for posthuman and post

55 Lehmann 1999, 2006.
56 Fletcher-Watson 2013.
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dramatic perspectives we wish to challenge the logistic hierarchy of the
adult anthropocentric theatre world.

The sympoiesis of artforms in Baby Becomings

As explained earlier, we understand sympoiesis as a term for multispecies
entanglements. We find the concept useful in our context because it can
be used to understand the entanglements of differences and how artforms
meet and affect each other. The artists have different skills, and they are
connected in abodily way in the time and space of rehearsal or performance.
The entanglements of a specific moment of a theatre performance are
multiple.

Looking at the sympoietic entanglements of artforms in Baby Becomings
can help us understand the sympoietic dramaturgical practice: How does
music affect movements, how does movement affect materials? Materials
are affected by human hands and feet; bodies are in turn touched by
the materials. Singing and drumming are sympoietic actions where the
materialities of voice and rhythmic vibrations affect the musicians” bodies.
Their actions and vibrations in the performance space make the child
audience move. The babies” engagement affects their parents and adult
companions, who attempt to experience the art event through their babies’
perspective.

Within a performance of baby theatre, all the art disciplines of theatre
(scenography, music, bodily actions) affect each other, and are able to
connect in different and mutual ways. The sympoiesis of Baby Becomings
is thus a question of how the co-creation of weaving together the artistic
skills of making scenography, singing, and moving is actually acted out.
Improvisation will be a relevant method in this context but is often focused
on human interrelations. Sympoiesis requires a dramaturgical openness
towards the process itself, where both human and non-human agents and
actors will contribute and be affected by one another. Each of them will act
differently at different stages, according to their own ongoing processes.
Sympoiesis is co-creation on the level of complex theatre making with all
the elements and means of theatre in play in a specific moment of time and
place.

Directing and discussing this artistic process has been a slow, thoughtful,
and curious becoming of unexpected combinations and creations. Playing
with the elements of each world over time was really a discovery process
of worldmaking, connecting material and musical elements, letting be what
came and refining the details of synchronized action. By making worlds with
elements that are synchronized rather than juxtaposed, we have aimed at
creating theatre that doesn’t prioritize one element over another, but lets
the process guide the result. In this way, our method can be understood as
a form of sympoietic devising.

Another take on the sympoietic worlding of Baby Becomings is proposing
away of communication that does not exclude the early, vulnerable stages of
human life. Our working methods based on musical ways of communication
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become alternative to the dominating verbal language of theatre in line
with the postdramatic decentering of the text. Affective languages and
attunements®” open up not only possibilities for better relations between
human babies and adults, but also for better relationships with other
species. Children and babies will relate directly to animals because the
possibilities of understanding each other through bodily engagement are
present. Exploring the evolution and transformation of species is the theme
of Baby Becomings, and we have been curious about the babies’ relations
to animated objects, different materials, sounds, and nature/animal inspired
elements in the theatre. What we have seen so far is their attentive interest
in what is going on, and when given the possibilities of connection and
participation they most often willingly enter into the entanglements of
our play. The parents/adult companions sometimes express surprise by
their babies” capacity to adapt to the ever changing scenes and how they
relate to the strange creatures on stage.®® The sympoiesis of theatre as
multidisciplinary art connects very obviously to the preverbal and sensuous
ways of communication that we find in our conversations with babies and
animals and maybe in our relations with natural life in general.

Dramaturgical Worlding
While the science art worlding projects that Haraway refers to are activist political
art projects involving and entangling society in many different ways, worlding is
for us a more art-specific and material exploring activity of imagining and crafting
in theatre, and thus a useful dramaturgical concept in our work. According to
Palmer and Hunter: “Worlding is informed by our turning of attention to a
certain experience, place or encounter and our active engagement with
the materiality and context in which events and interactions occur. It is
above all an embodied and enacted process — a way of being in the world
- consisting of an individual’s whole-person act of attending to the world.”>®
Following Palmer and Hunter’s definition, worlding is a word for becoming
and creation; it is a word that describes an attitude towards how we engage
and entangle with the world, and how we think about other beings different
from ourselves. Worlding is becoming together with the world, through non/
human, non/animal, and material agencies. In this way, worlding is a word
for creating theatres and dramaturgies. With Baby Becomings, we have
been “art-science-worlding” our relationship with babies and with unknown
species, imagining different worlds in the theatre, trying to explore what is
outside our well-known human categories and definitions. By creating, for
example, the figure we eventually named the Dancing Mushroom out of
the African world (Fig. 3), we wished to open the space for curiosity and
imagination, and possibly remove some boundaries of the experience of an
object and the person enacting it.
The five different worlds that we travel through in Baby Becomings are

57 Stern 1985.
58 These observations are gathered from our taped research conversations. Privat archive.
59 Palmer and Hunter 2018.
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Fig. 4. The Dancing Mushroom. Photo: Andrea Haugerud Hovi.

made out of ordinary materials of everyday life, such as viscose, brown
paper, cotton, silk, and wool. In fact, these material layers are industrially
produced, then crafted, and recirculated for scenography, and contain their
own histories of becoming. Being a part of our performance brings each of
the material stories into our entanglement, and into the artistic structure of
worlding preparation, introduction, playing, rhythm, and refrain.

The musical compositions of Baby Becomings are based on rhythm and
singing,®® and — as noted earlier - the liveness of musical rhythms, refrains
and the human singing voice give the babies a feeling of safety. Rhythm
structures the performance and moves from the opening scene of welcoming
rituals into transition and change, then moments of stability, then transition
again, and then stability again, repeating five times, becoming a kind of
seasonal rhythm. This structure of ongoing sympoietic worlding speaks to
the capacity that babies have of staying with the trouble of changing worlds,
holding on in symbiosis, and even thriving. Sometimes the babies seem to
teach their parents about a capacity they did not know existed. Worlding seems
to be a useful dramaturgical concept for theatres working with sympoietic
entanglements across artforms, materialities, and species.

60 The performance music is composed by Tor Andreas Haugerud, Siri Gjeere and Rohey Taalah.
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Conclusion

Returning to our research question about how we can connect with a
dramaturgy of sympoietic worlding in theatre for babies, we have proposed
how to do this in three specific ways based on our performance practice and
dramaturgical thinking. First, by leaving the verbal language aside, we apply
a posthuman approach to explore the affective languages of children and
other species. Secondly, we point to the sympoiesis of artmaking processes
across art disciplines, focusing on the ongoing connecting and synchronizing
process itself. In the end, we propose a dramaturgy of sympoietic worlding
working with an attitude of changing perspectives, entanglement with material
transformations, rhythms, and refrain.

The dramaturgy of sympoietic worlding in Baby Becomings connects deeply
with how we relate to one another as human beings, both as babies, adults,
and artists across differences and artforms, how we are able to imagine
new and non-human worlds together, and how we enact and transform our
sympoietic worldings through the entanglements and sympoiesis of artforms
in the theatre space.

116



Baby Becomings

AUTHORS

Lise Hovik (b. 1962) is a children’s theatre director and associate professor at Queen
Maud University College of Early Childhood Education (QMUC). Her Ph.D. is about
Theatre for Early Years (2014), and is based on her artistic research project The Red
Shoes (2008) by Teater Fot, of which she has been the artistic director since 2004.
The company has toured international children’s theatre festivals. Hovik has been a
professional adviser in several artistic councils and boards: Art Council Norway, UNIMA-
Norway, and ASSITEJ Norway. She was research leader of SceSam — interactive
dramaturgies in performing arts for children (2012-16), and is now project manager
and researcher of the artistic research project LYDH@R (2019-21) with artists, young
children, and pedagogues.

Elena Pérez (b. 1978) is assistant professor at the department of Art and Media
Studies at the Norwegian University of Science and Technology (NTNU), where she
also completed her Ph.D. (2016). Her research interests span contemporary theatre
and performance, and its convergence with technology, visual art and gaming. She
has investigated socially engaged art and play practically through the creation of
participatory performances in public spaces, and theoretically through the publication
of several articles in journals such as Nordic Theatre Studies, Digital Creativity, and the
International Journal of Performance Arts and Digital Media. From 2016-20 she was
artistic director of Trondheim Art Association.

REFERENCES

Aristotle. 1970. Poetics. Translated by Gerald F. Else (Original ca. 335 B.C.) University of
Michigan Press.

Auslander, Philip. 2008. Liveness: Performance in a Mediatized Culture. New York: Routledge.

Barad, Karen. 2003. “Posthumanist Performativity: Toward an Understanding of How Matter
Comes to Matter”. Signs: Journal of Women in Culture and Society, 28(3), 801-831.

Barad, Karen. 2007. Meeting the Universe Halfway: Quantum Physics and the Entanglement of
Matter and Meaning. Duke University Press.

Bourriaud, Nicolas. 2007. Relasjonell estetikk. Oslo: Pax

Bohnisch, Siemke. 2010. Feedbackslgyfer i teater for svaert unge tilskuere. Et bidrag til en
performativ teori og analyse. (Ph.d), Arhus Universitet.

Deleuze, Gilles & Guattari, Felix. 1991. "Persept, affekt og konsept”. In K. Bale & A. Bg-Rygg
(Eds.), Estetisk teori. En antologi. Oslo: Universitetsforlaget. 491-519.

Deleuze, Gilles & Guattari, Felix. 2005. Tusind plateauer: kapitalisme og skizofreni. Kgbenhavn:
Det Kongelige Danske Kunstakademis Billedkunstskoler.

Deleuze, Gilles & Guattari, Felix. 2013. A Thousand Plateaus. (Original 1985). London:
Bloomsbury Publishing PLC.

117




Nordic Theatre Studies

Deleuze, Gilles & Guattari, Felix. 2017. “Percept, Affect, and Concept” (Original 2011). In C.
Cazeaux (Ed.), The Continental Aesthetics Reader. London: Routledge.

Fels, Lynn. 2012. “Collecting Data Through Performative Inquiry: A Tug on the Sleeve”. Youth
Theatre Journal, 26 (1), 50-60.

Fischer-Lichte, Erika. 2008. The Transformative Power of Performance: a New Aesthetics.
London: Routledge.

Fletcher-Watson, Ben. 2013. “Child’s Play: A postdramatic Theatre of Paidia for the Very
Young”. 14-31. Platform, 7, Staging Play, Playing Stages, Autumn 13 (No. 2).

Fletcher-Watson, Ben. 2016. More like a Poem than a Play: Towards a Dramaturgy of Performing
Arts for Early Years. (PhD Thesis), University of St Andrews, Edinburgh. (04.05.2020) from
https://research-repository.st-andrews.ac.uk/handle/10023/8974

Haeckel, Ernst. 1899-1904. Kunstformen der Natur. Leipzig & Wien: Bibliographisches Institut.

Haraway, Donna. 1984. “A Cyborg Manifesto. Science, Technology and Socialist-Feminism
in the late Twentieth Century”. In D. K. Bell, Barbara (Ed.), The Cybercultures Reader (pp.
291-324). Routledge.

Haraway, Donna. 2014. “Speculative Fabulations for Technoculture’s Generations: Taking Care
of Unexpected Country”. In E. Kirksey (Ed.), The Multispecies Salon (pp. 242—262). Durham
and London: Duke University Press.

Haraway, Donna. 2016. Staying with the Trouble. Making Kin in the Chthulucene. Durham and
London: Duke University Press.

Heidegger, Martin. 2007. Veeren og tid. Norwegian translation: Lars Holm-Hansen (Original
1927). Oslo: Pax.

Hovik, Lise. 2018. “Neither Fish nor Fowl / Verken Fugl eller Fisk”. Documentation. Research
Catalogue -Aninternational base forartistic research. (04.05.20) https://www.researchcatalogue.
net/profile/show-exposition?exposition=330627

Hovik, Lise. 2019a. “Becoming Small: Concepts and Methods of Interdisciplinary Practice in
Theatre for Early Years”. Youth Theatre Journal. (04.05.20) https://doi.org/10.1080/08929092
.2019.1580647

Hovik, Lise. 2019b. “Artistic Research in Theatre for Early Years: Methodological Movements
in Mum’s Dancing”. Qualitative Inquiry. VVolume 25, Issue 1, January. (04 May 2020) https://doi.
org/10.1177/1077800418806619

Huizinga. Johan. 1971. Homo Ludens: A Study of the Play-Element in Culture. (Original 1938):
Beacon Press.

Jackson, Shannon. 2011. Social Works: Performing Art, Supporting Publics. New York:
Routledge.

118



Baby Becomings

Jensenius, Axel. R. (2012). “Discipilinarities: Intra, Cross, Multi, Inter, Trans”. Alexander
Refsum Jensenius, music researcher homepage. (02 Feb 2020) http://www.arj.no/2012/03/12/
disciplinarities-2/

Lehmann, Niels Overgaard & Reiche, Claus Chr. (Eds.) 2007. Bagrneteater i interaktion. Viborg:
Kulturprinsen.

Lehmann, Hans-Thies. 1999. Postdramatisches Theater. Frankfurt am Main: Verlag der
Autoren.

Lehmann, Hans-Thies. 2006. Postdramatic theatre. London: Routledge.

Montola, Markus., Stenros, Jaakko. & Waern, Annika. 2009. Pervasive Games: Theory and
Design. Burlington, Mass.: Morgan Kaufmann Publishers.

Nagel, Lisa., & Hovik, Lise. 2016. “The SceSam Project — Interactive dramaturgies in performing
arts for children.” Youth Theatre Journal, 30 (2), 1-22.

Nyrnes, Aslaug. 2006. “Lighting from the side: rhetoric and artistic research”. In Sensuous
knowledge: Focus on Artistic Research and Development (Vol. 3) (1-20). Bergen:
Kunsthggskolen i Bergen.

Pérez, Elena. 2014. “Academic Research and Artistic Practice in Chain Reaction: Methodology
on Two Levels”. In InFormation: Nordic Journal of Art and Research. Vol. 3, No. 1, 69-82.

Palmer, Helen and Hunter, Vicky. 2018. “Worlding”. In New Materialism: Networking European
Scholarship on ‘How Matter Comes to Matter’. 16.March 2018. (22 Feb 2020) https://
newmaterialism.eu/almanac/w/worlding.html

Salen, Katie & Zimmerman, Eric. 2003. Rules of Play: Game Design Fundamentals. MIT Press.
New York.

Stern, Daniel. 1985. The Interpersonal World of the Infant: A View from Psychoanalysis and
Developmental Psychology. London: Karnac Books.

Taguchi, Hillevi Lenz. 2012. Pedagogisk dokumentation som aktiv agent. Gleerups Utbildning
AB.

Teater Fot. 2020. Teater Fot Homepage: http://teaterfot.no/. Information in English of the
performance Baby Becomings (05 May 2020) http://teaterfot.no/english/neither-fish-nor-fowl/

Terranova, Fabrizio. 2016. Storytelling for Earthly Survival. Film. Athelier Grapoui.

Turner, Victor. 1982. From Ritual to Theatre: the Human Seriousness of Play. New York: PAJ
Publications.

Turner, Victor. 1988. The Anthropology of Performance. New York: PAJ Publications.

Warteman, Geeshe. 2009. “Theatre as Interplay: Processes of Collective Creativity in Theatre

119



Nordic Theatre Studies

for Young Audiences”. Youth Theatre Journal, 23(1).

van de Water, Manon. 2012. Theater, Youth, and Culture: a Critical and Historical Exploration.
Basingstoke: Palgrave Macmillan.

White, Gareth. 2013. Audience participation in theatre. Aesthetics of the invitation. Basingstoke:
Palgrave Macmillan.

Zukauskaité, Audroné. 2019. “Hybrids, Chimerals, Aberrant Nuptials: New modes of Cohabitation
in Bioart”. Nordic Theatre Studies, 31(1), 22-37.

Jstern, Anna-Lena & Knudsen, Kristian Ngdtvedt. (Eds.). 2019. Performative Approaches in
Arts Education. Artful teaching, learning and research. N.Y.: Routledge.

120



